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SYRACUSE, NEW YORK 


December 1914 


mi are in receipt of a most apprecia- 
tive and generous letter from one of 
our subscribers, Mrs. L. H. Blair of 
Richmond, Va., which we give in full, 
as both questions and answers will 
be of interest to our readers: 

“It was in the year 1907 that a 
copy of your magazine first fell into 
my hands; I became a subscriber 
immediately, ordered every obtain- 
able back-number as well, and, for the last several years, my 
standing Christmas presents to four of my friends have been 
as many subscriptions to Keramic Studio. 

“So much to let you see how great an interest I feel in 
your publication, and to excuse my making bold to offer the 
following suggestions: 

“(1) Being myself only an ardent amateur, I think I 
know just what the ordinary mortal likes in the way of deco- 
rated china, and each year, upon the approach of the bridal 
months of June and October, I lament that I have no designs 
especially suited to the decoration of wedding sets of china,— 
nothing ‘peculiarly appropriate’ to the one great event. So 
now I am suggesting that Keramic Studio have a competition 
calling for a ‘Bridal Set’ of china for dinner, decorated in orange 
blossoms treated semi-conventionally or decoratively, or. else 
after the style of Mrs. Safford, who has given us in Keramic 
Studio examples of the correct adaptation of the naturalistic 
to china decoration. What we want is a design of orange blos- 
soms which cannot be mistaken for anything else, and which, 
in the years to come, will speak for itself as of the time of 
‘Grandmother’s’ wedding. | 

“T am enclosing herewith $15 for the lst prize, and $10 
for the 2d, with the hore that my suggestion will be accepted, 
and that the prize-winning designs will appear in time for our 
brides of next June or October. 

(2) Why not let the subscribers have the privilege of 
renting, at a moderate price, the colored originals of any de- 
signs reproduced in Keramic Studio? So often my friends or 
I exclaim ‘Oh, if we could only see the colored study’ Es- 
pecially was this the case when the beautiful design for dinner 
set, by Miriam Wood, appeared in the number for January, 
1913. We would like so much to have that design, and also 
the luncheon set, in same magazine number, by Albert Heck- 
man. The design by Jetta Ehlers, for breakfast set, was so 
simple I had no trouble seeing it in my mind’s eye, and 
making a successful copy without any difficulty. 

“(3) That you publish, in an early issue of Keramic 
Studio, a list of the correct sizes for Fish, Game, Fruit, Salad, 
Service, Dinner, Breakfast, Supper and Dessert Plates. 

““(4) One of the members of my family has quite a talent 
for making original monograms, and will be glad to make them 
for any of your readers, free of charge—sending them either 
direct, or through Keramic Studio, as you prefer. 

“This letter is already unconscionably long, but I must 
add to its length by telling you how much we appreciate what 
you are doing to give us more than our money’s worth in Ker- 
amic Studio. As one of my friends said, a few days ago, ‘It’s 
almost too good to last’ but we are hoping you will be able to 
keep it up.” 
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In accordance with Mrs. Blair’s suggestions we announce 
below a design competition for which two of the prizes are 
given by Mrs. Blair herself. | 

‘Bridal China” Design Competition closes January 15, 
1915. Designs for complete dinner set in Orange blossoms. 

Semi-naturalistic design—Blair First Prize $15; Second 
Prize $10. | 

Naturalistic design— Keramic Studio First Prize $15; 
Second Prize $10. i 

Conventional design in which the character of orange 
blossoms is distinctly kept— Keramic Studio First Prize $15, 
Second Prize $10. 

Conditions of the competition: Each set of designs should 
consist of one complete design in color suitable for a Keramic 
Studio color supplement, also of sections of design in black and 
white adapted to a sufficient number of shapes and sizes to 
make it easy for a student to execute the whole dinner set. 

Designs must be sent flat with name and address of designer 
on back. They must be accompanied with written treatments 
and stamps for return. 

All suitable designs which will not receive prizes will be 
purchased at our regular prices. 

Answers to Mrs. Blair’s questions. 

1. The above.announcement answers the first question. 

2. We do not keep the original designs and studies after 
their engraving and publication, we return them to designers. 
Most designs are submitted to us in black and white, as per 
our request, only a limited number are in color and all are re- 
turned, but we will always be glad to forward letters to our 
contributors or to give their address to any subscriber who 
wishes to rent color studies from them. 

3 The correct sizes for plates would be: 

Fish plates, 73 inches 
Game plates, 74 inches 
Fruit Plates, 63 inches 
Salad plates, 73 inches 

(64 inch size is often used.) 
Service plates, 83 or 9 inches. 
Dinner plates, 83 inches 
Breakfast plates, 7} inches 
Supper plates, 63 inches 
Dessert plates, 63 inches 

4. Any one wishing a monogram may write to Mrs. L. 
H. Blair, 2327 Monument Avenue, Richmond, Va. This is 
really a too generous offer and we fear that the member of 
Mrs. Blair’s family who makes these monogram designs will 
be snowed under before Christmas. 

x 

Mrs. H. M. Cochrane, 21 East 37th Street, Indianapolis, 
Ind., suggests in the name of the Indianapolis Keramic Club 
that an interchange of programs be made between the different 
Clubs through the Siudio. We do not see very well how this 
could be done through our Magazine. It seems to us that the 
interchange should be direct between the Clubs. But we 
would be glad to publish under “Club Notes’ any communi- 
cation of interest in regard to it. We would also be glad to 
publish a complete list of the Clubs in the country, if each Club 
writes to us giving us the name and address of either its 
President or Corresponding Secretary. 


The sizes we are giving are 
the trade sizes, and these meas- 
urements are made from the 
outside edge on one side to the 
inside rim on the other. The 
over-all measurement would be 
quite a little more. 
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KERAMIC STUDIO 


PANEL—ALICE W. DONALDSON 


DESIGN AND ITS APPLICATION TO PORCELAIN 
Henrietta Barclay Paist 


PROBLEM IX. TONE BALANCE 


“There probably never was a well rounded perfect design without effort. 
To the sincere student, the accom plishment of a beautiful design means hard 
work, concentration, but the drudgery should not be apparent in the finished 
results.” —Denman Ross. 

‘‘A worker who exercises his own individuality in work, learns to respect 
the individuality of other workers.’’—Walter Crane. 


E have made our scale of values and demonstrated its 

use (that of producing rhythm and balance of tones) in 

units of design. This part of our work is just as important 

as the construction of the design, and we will do well to pro- 

ceed slowly, devoting the four remaining problems (before 

taking up color) to the task of the placing of designs, adapting 

those already constructed to practical shapes and studying 
carefully the balance of the tones. 

We have stated that the “attractive force of a spot is its 
area multiplied by its contrast to the background.” Our prob- 
lem then is the distribution of values according to their attrac- 
tive force. For this lesson we will go back to the exercises of 
our first problems—border, tile and plate designs. The two 
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(Treatment page 155) 


latter are already adapted, the former we will adapt later to 
shapes suitable, but for the present our problem is the distri- 
bution of tones, for the sake of rhythm, balance and harmony. 
We will in this, as in construction, proceed from the simple to 
the complex, using first but three values from the scale (any 
three you may choose). Follow the suggestion of the pre- 
ceding problem as to sharp contrasts. 

Our next three problems will deal with the adaptation of 
designs already constructed, to shapes, and also, beginning at 
the other end of the subject, we will choose other shapes, con- 
sidering first the form and the amount and type of decoration 
demanded by each. For these we will endeavor to construct de- 
signs suitable to the shape and purpose of the piece—putting the 
same into values—preparatory to completing our work in color. 


EXERCISE 


Put designs of Problem IV into values, using three values 
in each design. Choose any combination from the full scale, 
but see that they are disposed, both as to placing and contrast, 
so as to produce a balance of tones. ‘Try for the sake of disci- 


pline and practice to show as much variety as possible in the 
combinations chosen; try different combinations for the same 
design to see which is most effective. 
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BON-BON BOX, SATSUMA IN SOFT ENAMELS—-KATHERINE LINDSEY PERKINS *. 
(Treatment page 164) 
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Plate XI 


PROBLEM X. ADAPTATION OF DESIGNS TO SHAPES 


“Ornament should be felt rather than seen. The moment it becomes 
obtrusive, it is false and superfluous. Ornament and structure should not 
war with each other, for in the conflict, the structure perishes, in the artistic 
sense.”’-—Samuel Howe. 

‘“‘We have in the works of art two independent sources of effect. The 
first is the useful form, which generates the type and ultimately the beauty 
of form—when the type has been idealized by emphasizing its intrinsically 
pleasing traits. The second is the beauty of ornament, which comes from the 
excitement of the senses or the imagination, by color, or by profusion or deli- 
cacy of detail.” —George Santayana. 

E are now ready to adapt our designs to shapes, and are 

confronted with the problem of the placing of the 
design. The shape is the important thing, the decoration 
is simply to enhance the beauty of the shape. This is the end 
toward which we have been working from the beginning. In 
our first Problems we were considering design in the abstract— 
we were constructing the parts. Now, we will begin at the 
other end of the subject and, starting with the object, or shape 
to be decorated, we will first decide what proportion of decor- 
ation will enhance the beauty of the shape. Where should the 
design be placed in order to do this? We wish to accentuate 
its lines and to strengthen, if possible, its structural points, for 
we are dealing with constructive design, not mere decoration: 


.our shape now becomes a part of the design and our design a 


part of the whole. What proportion of the piece should be 
devoted to the ornament, i. e., what proportion should be 
the design proper and what the background? This must be 
determined by the shape of the piece and the use for which it 


is intended, but here again we are reminded that restraint in 
ornamentation is the better course, especially with a beginner. 
It is not necessary to crowd all of our knowledge into one design. 

Every keramic artist should have a course in the build- 
ing of pottery as a training in appreciation of form, line and 
proportion. It is then and then only that she will really ap- 
preciate the difference between organic and applied design. 

Generally speaking, a decoration should not occupy more 
than one-fifth to one-third of the whole space. In the placing 
of a design our first aim is to divide and sub-divide the object 
so: that a balance of space and mass is produced. We will, of 
course, place the bulk of the design where the shape is heaviest, 
trying by the placing of minor decoration, to balance the larger 
masses. The handle, if any, must be considered a part of the 
whole—a very important part—and should, if possible, have 
some share of the decoration and if treated properly will aid 
largely in balancing the design. The use for which the piece 
is intended shall decide the nature of the design; the shape of 
the piece, the placing of the design and the background must 
be considered as a part of the decoration both as to proportion 
and general tone. (See illustration.) 

As we stated in our last lesson, strong contrasts are to be 
avoided by the beginner, so in the use of values, we will try to 
keep the tones of the background close to those of the design 
proper, avoiding the spectacular effect—the over-emphasis of 
any one point in the design. Work for close harmony, a bal- 
ance of tones is more easily gained in this way. 


EXERCISE 


For practical application of this problem, we will take a 
child’s bread and milk set—plate, pitcher and bow]; select a 
shape from any of our catalogs of white china—choosing for 
simplicity of line and of good proportion. Our borders and 
units of design will here become practicable—the units being 


Supplementary to Plate XI 
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HENRIETTA BARCLAY PAIST 


placed at proper intervals and held together by the use of panels FLORENCE HUNTINGTON 
or abstract lines. In case of bands or border effects, we will - 
drop the decoration at least one-fourth inch from the edge. 
The space between the units is important, also their exact 
position on the shape. In the illustration Plate XI the decora- 
tion of bowl and plate is close to the edge, while on the pitcher, 
we have placed the unit lower down, where the shape is the 
heaviest and have completed the decoration with the panel at 
the top and on the handle. 

In our text we can only suggest and warn, the practical 
help comes in the criticisms—in the intimate, pertinent sug- 
gestions as to the student’s own work. As we learn most by 
our mistakes, it is only by trying to do for ourselves that we 
learn to appreciate what others have accomplished—to respect 
the designs of others. Do two of these sets, trying different 
combinations of values for each. Choose from three to five 
values from the scale, including the background value and 
outline. | 
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PANEL (Page 152) 
A. W. Donaldson 


KETCH design in; then paint in a clear blue background 
Turquoise Blue, shading the darker places with Co- 
penhagen Blue, then wipe out the white flowers. Paint the 
birds with Copenhagen Blue and Black, then the branches ~~. FLORENCE HUNTINGTON 
with Ruby and Copenhagen Blue. Second Fire—wash a thin 
wash of Apple Green, cover the entire surface and then 
strengthen branches and birds, a little Yellow in center of 
flowers. 


HENRIETTA BARCLAY PAIST HENRIETTA BARCLAY PAIST 
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CUP AND SAUCER—KATHRYN E. CHERRY 


RACE design. All the dark is Roman Gold, the light 

is White Gold. Then fire. 

Second Fire—use a thin wash of Yellow Lustre thinned 
with Lavender Oil and paint over the entire background. 
Clean off the panel back of design. For centers of flowers 
use Searlet No. 3 Enamel, then go over the Gold again. 


MORNING GLORY MOTIF (Page 1[58) 
Florence R. Weisskopf 
SATSUMA BOX 


UTLINE the flowers and buds with Black. Stems are 
also Black. Leaves are painted with Gold leaving the 
veining white. Calyx is Gold and all the narrow bands. The 
two wide bands are outlined with Gold. Paint the round blos- 
soms with Egyptian Blue enamel and the long blossom with 
Yale Blue enamel, centers with Cafe-au-lait. Buds are 
Turquoise and the two wide bands are Yale Blue. Give it a 
good medium fire. 
Second Fire—For the grey background tone in center and 
the wide grey band at edge use Copenhagen Blue and a little 
Banding Blue quite thin. Retouch Gold. 


SATSUMA VASE 


Outline leaves and flowers in Black also the fine lines of 
the pendants. The remaining straight lines, bands and the 
dark space at the bottom of the vase are Gold, also the 


LEMONADE SET IN ENAMELS—MAY B. HOELSCHER calyx of flowers. Light leaves are Florentine No. 12 enamel, 
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dark leaves are Florentine No. 1 enamel, petals of flowers Ame- 
thyst enamel and the centers Old Ivory, pendants Jonquil 
Yellow. 

Second Fire—Paint the grey tint at top and bottom and 
back of center design with Dark Grey and a little Yellow Brown 
Retouch Gold. 


BELLEEK VASE 


Bands and lines of vase are Gold. Outline with Blood 
Red, a little Violet and Dark Grey. Dark spaces back of 
leaves and at the bottom of vase are Gold and calyx of flowers, 
leaves and long spaces at the sides are Florentine No. 12 
enamel, light part of flowers is Italian Pink enamel. The dark 
part is Pompeian Red. 


157 


Second Fire—Wash a soft tint back of design with Yellow 
Brown and a little Blood Red and the upright figure at the 
bottom with the same color used a little heavier. 


OLIVE BOWLS 


Light part of flowers is painted with Deep Blue Green and 
Sea Green or Turquoise, the calyx with Banding Blue 
and Copenhagen Blue, the dark centers with same to which 
is added a little Deep Purple and Black. Stems, bands, outline 
around leaves and,the small square spaces are Green Gold. 

Second Fire—The grey tint at the top is Light Green 
Lustre. Paint leaves with Yellow Green, Apple Green and 
Dark Grey. Retouch Gold. 


LEMONADE SET IN ENAMELS—-MAY B. HOELSCHER 


IRST firing. Outline in a fine black line. Tint upper 
banding of pitcher and cup with Mission Brown and 
Brown Green. Lower large spaces in same tone only padded 
lighter. Background in circle and bands lezeding from it, in 
Grey for Flesh. Small dark spaces in band, Flood Red. 
Second firing. Outline again to make uniform. Lay 
enamels, in stalk, Apple Green, toned with Deep Purple and 
Banding Blue; leaf forms around flowers enamel, Apple Green 


and Banding Blue tones. Dark flowers at base of circle Deep 
Purple and Brown. Lightest flowers in Silver Yellow toned 
with Deep Purple. Four flowers in back of prominent ones in 
Violet toned down with Deep Purple and Yellow, vary the 
flower a trifle. Test enamels to obtain soft pastel shades. 

This set is designed for Belleek. If enamels are not satis- 
factory in first firing they can be refired without danger of 


chipping on Belleek. 


‘ 
4 
‘ 
2 
| 
, 
4 


KERAMIC STUDIO 


J 


BORDER 


SATSUMA BOX 


BELLEEK VASE 


OLIVE BOWLS 


SATSUMA VASE 


(Treatment page 156) 


MORNING GLORY MOTIF—FLORENCE R. WEISSKOPF 
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STUDY AND CONVENTIONALIZATION OF | 
MORNING GLORY—-FLORENCE R. WEISSKOPF 
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PLATE, CUP AND SAUCER, FORGET-ME-NOT MOTIF—-ALBERT W. HECKMAN 


O.1 Treatment. Dust flower forms and wide bands with 

one part Banding Blue, one part Copenhagen Blue and 

one part Pearl Grey. All other parts of designfare Yellow 

Green to which has been added a little Shading Green and 
Pearl Grey. China is to be left white. 

No. 2 Treatment. On a delicate cream background paint 


in all the design, save the flower forms, in Gold. Use some 
hard, blue enamel, not too dark, for flower forms. 

No. 3 Treatment. Paint in stems and outer bands in 
Green Gold. Use Sea Green for broad bands and leaves. 
Use one part Deep Blue Green and one part Pearl Grey for 
flowers. 
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CRACKER AND CHEESE TRAY, ROSE MOTIF—LEAH H. RODMAN 


Black part of design, Gold; grey part of design, Silver. Another treatment:—Oil all dark spaces and dust with Cameo and 
a little Peach Blossom. Oil grey spaces and dust with Florentine Green. 
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Mrs. L. V. Williams 


Bowl, Plates, Cups and Saucers—Mrrs. Lulu S. Price 
Tea Pot—-Miss Minnie Brooks Bowl!—WMiiss Scroggs 


The Bowl in lower corner and all of upper tier—Miss Anna McIntyre 
Chocolate Set—Mrs. E. B. Cox 


DUQUESNE CERAMIC CLUB EXHIBIT 


STUDIO 


DUQUESNE CERAMIC CLUB EXHIBIT 


‘HE Twentieth Annual Exhibition of the Duquesne Ce- 
ramic Club was held in Carnegie Art Galleries, Pitts- 
burgh, from November 5th to 16th inclusive. This is by far 
the best exhibition the Club has ever held. Although not all of 
the work was original all of that shown in the photographs was 
original, being done during the year’s study of design for 
ceramics under the instruction of Miss Mabel C. Farren. In 
addition to this there were many pieces well executed and 
quite evidently influenced by the work of Miss M. M. Mason. 
The year’s work was all design for tableware, beginning 
with a breakfast set in blue and white, or blue and green and 
white; luncheon set a little more elaborate, using a little 
more color and in some cases the addition of gold for elaborate 
pieces; tea sets in gold and white and in color and gold; 
chocolate sets in soft neutral browns, a very little dark red 
and a touch of blue; dinner sets in gold and white and the 
salad and dessert sets more elaborate and the place plates in 
enamels. 

Mrs. L. V. Williams and Mr. Albert Rott shared the hon- 
ors in the gold and white designs, both showing refined design 
and flawless execution. Mr. Rott showed many very good 
designs, but the color was not as good in execution as in the 
original designs. 

Mrs. Motz had a number of etched gold pieces and a tea 
set in enamels, elaborate in design and unusual in color scheme. 

Mrs. MelIntyre’s breakfast plates and bowl in blue and 
white were the best shown in this class, Mr. Rott coming 
second, with a platter and six plates in green and blue and 
white. Miss McIntyre had two pieces of Satsuma with enamel 
decorations, very refined in color and excellent execution. 

A chocolate set by Mrs. Cox in soft browns and a little 
blue, was well executed and very pleasing in color. 

Mrs. Price showed a bowl very good in design and some 
very good designs both in gold and white and in color. 

As usual Miss Scroggs showed much individualty in her 
design but unfortunately lack of time prevented her showing 
many completed pieces, but these also show her individual 
feeling for refined neutral color. 

Mrs. Grandey’s etched gold is incomparable in execution. 

Miss Brooks, Miss Breitweiser, Miss Chapin, Miss Faber, 
Miss Negley and Mrs. Wood all showed excellent work and most 
remarkable progress in design. 


ANSWERS TO CORRESPONDENTS 


H. M. B.—Will you kindly tell me what will bring out the surface lines in 
Satsuma ware? 

After the piece is finished and fired put it in a hot solution of very strong 
black tea and let it remain until you obtain the color you desire. 

H.—I have a French china pitcher with small amount of enamel at top, 
pitcher is cracked at bottom what can I do to prevent cracks from spreading? 

Can a 16 inch heavy French china tankard be successfully fired in a Perfec- 
tion No. 2 kiln 15 inches high, 18 inches deep. If so how plan it? 

Get some Sartorius Cement for mending china, mix it with water to the 
consistency of thick cream and spread it over the crack and give it a light fire. 

No. 2—The tankard can be fired by tilting it, let the top of the tankard 
rest against the corner of the back wall at the top and place a stilt at the bot- 
tom of the tankard to prevent its slipping. 


STUDIO NOTES 


Mrs. G. Dorn of San Francisco has removed her Studio 
from 437 Powell street to 251 Post Street, Mercedes Building, 
Room 404. 


A note from Mrs. Carrie L. Gwatkins of New York City 
giving us a change of address of her studio to 3905 Broadway, 
came too late for insertion in the November issue. 
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Candlesticks—Pink, Turquoise, Olive Green Tea Set (above)—Gold and White 
Plates—Gold and White Tea Set (below)—Green and Maroon Entree Platter—Deep Blue and Yellow Green 


ALBERT J. ROTT 


MRS. RAY E. MOTZ 


DUQUESNE CERAMIC CLUB EXHIBIT 
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BON-BON BOX (Page 153) Pink enamel No. 44, American Beauty enamel¥No. 56 and 
Katherine Lindsey Perkins Ruby enamel No. 36. In flowers nunibered 6, 7 us and 9 use 
UTLINE in Gold. Small leaves in bottom of box and Chinese Blue No. 54, Medium Blue, No. 58, and Dark Blue 
s border, Apple Green enamel No. 59. Berries, Lavender No 40. In flowers numbered 9, I0, 11 and 12 Pink No. | 
No. 53. Medallion, Blue No. 40 in dark spots, Orange No. 47 44, Medium Blue No. 54; dark tone, Blue No. 40. E 
inside petals, with Coral centers. 7 Leaves are Apple Green No. 59, shaded with Brown 
On top of box. In flowers numbered 1, 2, 3, 4 and 5, use Green No. 57. Stems are Brown No. 48 


CHILD’S PLATE, GOAT MOTIF—ALICE B. SHARRARD 


UTLINE entire design in Black. Tint background; of same, or Gold. Or outlines in Black, Ivory Lustre for goats, 

border and goat figures, Ivory Yellow. Ground behind and ground of border panels with goat figures, Orange Lustre, 
goats, Brown Green toned with Copenhagen, Blue. Dark padded. Dark figures Green Gold, small figures Crimson; or 
spaces, Brown Green and Gray Green, or Gold. | dark figures Green Gold, srnall figures Blue Violet enamel. 
Small dark spots, Banding Blue. Band below border Silver background, with yellow and black combinations, would 


Brown Green with touch of Shading Green. Rim of plate also work out effectively. 
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